correspondence. The state was conceived of as a human body, for example, the king, the body's head. Or the state was understood as a family, the king its father and husband. Such biological, physical analogues were enormously powerful, embracing and reciprocal.' 3 But whilst these analogues were regularly used to insist that existing hierarchies of power were as natural and absolute as the head's command of the body, they were also flexible enough to deploy as illustrations of the interdependence and interpenetration of all parts of the body politic. The Speaker of the House of Commons, Sir Edward Phelips, reminded the newly incumbent James I that the 'Head', though unquestionably 'the supreme and commanding part' cannot 'stand secure without his Subjects', in his reply to James' accession speech in which the King had announced that 'the head is ordained for the body and not the body for the Head.' 4 This way of reading the world went far beyond the political. In its widest application, Mazzeo notes, the 'universe is a vast net of correspondences that unites the whole multiplicity of being.' 5 The exploration of the world through analogical correspondence plays a definitive role in Pulter's poetry. Sarah Hutton and Jayne Archer have already established the ways in which Pulter treats the cosmological, spiritual, political and domestic in terms which are reciprocally illuminating. Hutton has described how Pulter uses her cutting-edge knowledge of the findings of Galilean science to make 'unconventional adaptations of conventional spiritual motifs.' 6 Jayne Archer's brilliant account of Pulter's use of alchemical symbolism in her poetry argues that Pulter finds a set of principles in alchemy which enable her to read the physical processes of alchemical experiment as corresponding symbolically to personal spiritual processes and potentially to political processes as well. 7 The centrality of correspondence to her poetic and politics is vividly illustrated by Rachel Dunn's recent work on Pulter's post-regicide political emblems. Dunn argues that these poems deliberately break the principle of analogy to which the genre is committed, a practice intended to register how incomparable the situation in which England finds itself is 'as she struggles to accommodate the genre to a contemporary reality In this praise of the birth of daughters lies one of Pulter's favourite images: Dawn or Light giving birth to Justice, a trope which is used in her work to blend the space of childbirth with matrilineal virtue, literary creativity and political authority. This feminisation of Genesis ('let there be light') reenacts the remaking of the world with each dawn and the departure of Night is read as the defeat of King to 'monarchise more absolutely'. 13 In all these cases, the submission of the subject to the monarchising power presumes an inevitable and potentially damaging loss of her agency or liberty, often within the context of a compulsion to obey that is difficult or impossible to resist. In the context of Pulter's poem, this ambivalence centres more on the inadequacy of her speaker's 'poor breast' to house this figure. But she willingly embraces Astrea's rule and the speaker's unity with this figure will hence be indissoluble: 'none daring to displace thee from thy throne/Till everlasting Glory, Joy, and Love/Shall us invite to live with them above.' (ll. 10-12) 'about bodies and the materiality they inhabit.' 17 This critical return to the matter of the body and the attempt to recover and find ways to talk about embodied experience in a manner which neither erases nor essentialises matter is part of a wider bid by feminist thought to re-examine issues of subjectivity, autonomy and agency for the female subject Karen Barad sees the critical silence on the significance of the material body, and the female body in particular, as problematic because it implicitly accepts the binaries of nature/culture, female/male, passive/active and consequently the construction of 'nature' as passive. A better approach, she argues, is to disrupt this binary by exploring how matter might be understood to exercise agency. 18 One means of doing so is to ask how the experience of a particular body might inform a critical understanding of the world. Pulter's work with its particular emphasis on the sexed body of the speaker, helps us not only to answer this question but does so in a manner which impels the historicisation of that question. How does the experience of a sexed female body, as that body is understood in the mid-seventeenth century, shape this poet's critical understanding of herself and her writing?
The early modern body is based on a humoural model and Michael Shoenfeldt has argued that model's biologically inaccurate but intuitively persuasive accounts of the body represent 'not so much the actual workings of the body as the experience of the body.' 19 Gail Kerns Paster sees within the tight links which Galenic medicine forges between physiology and psychology an idea of the body and mind which is open to the more-than-human world: 'humoural subjectivity becomes recognisable as a form of consciousness inhabited by, even as it inhabits, a universe composed of analogous elements.' 20 This then is a model of subjectivity which understands the self as less The poem parallels the address to 'Astrea' but this invasion is unwanted, figured in terms of physical, sexual assault on the body, the pain of which then prompts her own poetic maternity. Her 21 Pulter, "To Aurora," fol. 8r. In that context, the term 'rape' emphasises that this is a physical experience and whereas the poetic description is metaphorical -the psychological pain of grief represented as an act of physical violation and disruption of the body's organs by allegorical figures -it gestures to a physical analogue. In doing so, another shaping influence on Pulter's poetic emerges. In Galenic physiology, both noctural darkness and psychological pain increases the quantities of black bile in the physical body. In turn the predominance of the humour makes the body more open to its corresponding analogues in the outside world. As a result, as Schoenfeldt perceptively notes, Galenic discourse 'gave poets a language of inner emotion whose vehicles were also tenors, whose language of desire was composed of the very stuff of being.' 26 His argument articulates very precisely the interconnections of body, mind, and environment found in 'To Aurora.'
This complex discourse of interiority is highly gendered. Shoenfeldt says he found it impossible to find a woman writer who used Galenic physiology to narrate interiority in the manner of the male poets he discusses and suggests the pejorative account of women's physiology proposed by Galenic medicine is the likely cause. 27 Galenism categorised women's bodies as cold, moist and therefore suitable for germination, but consequently lacking in wit and intellect, qualities that came more naturally to the possessors of hot, dry bodies. As Katharine Eisaman Maus memorably puts it: 'What makes women fertile -what makes them women -also makes them stupid.' 28 However Pulter proves highly selective in her use of Galenic models. Alice Eardley has described how Pulter's affinity with the planet Saturn, which she saw as responsible for her melancholic disposition, enabled her to appropriate the association between masculine melancholy and intellectual greatness for her own poetic persona, whilst apparently dismissing or ignoring the parallel description of women's melancholy as debilitating and inarticulate. 29 And as we will see, in 'when I Lay Inn' she recasts the stuff of women's being through re-readings of the more-than-human worlds with which that being corresponded. 30 Placing the speaker in a threshold state between her son's birth and her own feared death, the poem's narrative connects the female body with a Galilean model of planetary motion and a Neoplatonic interpretation of the soul's return to heaven. 31 The title is really a retrospective note on the circumstances of the poem's composition. The birth took place in 1648, the title or note or perhaps coda was added in 1655, and the transcription into the folio, judging by the initial scribal slip of writing 1665 for 1655 (an error then corrected in Pulter's hand), took place in that year. The precision with dates and numbers in the note reveals the considerable degree of care taken retrospectively to locate this event in space, time and memory. The note positions the speaker's body at the conclusion of a reproductive cycle, as physically immobile and as having just been delivered -the term 'lying-in' refers specifically to the first month after childbirth -although as we will see the end of the poem seems to suggest the speaker is still in labour. 32 The body from which the voice emerges is represented as weakened, ill, and yet somehow triumphantly productive concludes that the trope is situated right at the centre of Renaissance uncertainty about the precise relationship between the mind and body. 34 The seduction, she observes, of drawing an analogy between the creative (male) mind and the fecund (female) body is that it invites and denies both a materialist monist model that makes body and mind the same substance and a hierarchic dualism which appropriates the mysterious inwardness of the womb as a vehicle for an inviolate 'male poetic subjectivity arteries and nerves) to the other principal organs -heart, liver, brain and stomach -gave it the power to affect any part of the body with its own illnesses. 39 The suffocation of the mother, a disease tied expressly to the womb, made a woman's mind more vulnerable to literal incoherence and to loss of speech than its symbolic nurture or deliverance.
Respiration hath annexed vnto it voyce, and speach, this is diminished or abolished in
Suffocation or choaking, from whence this disease which we intreat of taketh his name, as from the most common Symptom which appeareth in it. In difficulty of breathing. In priuation of voyce and speech.
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The mother affected reason, memory and imagination. 41 The sufferer loses the ability to distinguish between fantasy and reality: 'The Internall sence is depraued when a man doth imagine, iudge, or remember thinges that are not as if they were, or things that are, otherwise then they are indeed.' What does it mean to depict oneself as writing from the lying-in chamber? Since childbirth was largely managed by women, the lying-in chamber represented one of the few sites where women's authority and experientially acquired knowledge held sway over men's. It was a space to which women regularly returned either as labouring woman, attendant, or midwife. The lying-in chamber is also the site of the cultural ritual as well as the biological experience of childbirth. Draughts and daylight are excluded and the room itself, David Cressy proposes, 'became a womb, warm, dark and comfortable', though this depiction of the womb is itself an imagined one. 49 It is peopled by its own exclusively female attendants, some of whom were invited, some who may have been there through a perceived 'right' of presence. 50 For the birth itself the pregnant woman made the arrangements with attendants in advance and entered the chamber presumably at the onset of labour pains.
Amongst families of sufficient wealth, the newly delivered mother remained there for up to a month post-birth, gradually moving from being bed-bound to first moving about the room and then about the house, each stage of the process lasting roughly a week. Lianne McTavish notes that within the chamber the maternal body (and the unborn child) remain hidden from sight and the midwife's sense of touch takes precedence over her vision, an upending of a traditional hierarchy of the senses that privileges a sense culturally associated with the feminine and with women's experiential authority. 51 Access to the lying-in chamber is tightly restricted but if Linda Pollock is correct about a perceived 'right' to attend a neighbour's birth, then the lying-in chamber is both a deeply private but also an emphatically public space. 52 In Adrian Wilson's recent reading of the lying-in process, it is also a site of women's collective practice where the delivered mother is temporarily freed from the expectations of the marriage contract (to provide sexual services to her husband and physical labour for their household) and when her property in her body is returned to herself. 53 Louis Schwartz's discussion of early modern birth practices emphasises that existing knowledge of the lying-in chamber relies on written records and that the 'practices which concern us were enacted as part of an oral culture that maintained a certain level of secrecy even in its own time. 54 What can be said, with an eye to the seventeenth-century maternal mortality rate of between ten and sixteen per thousand births, is that the space functions culturally and biologically as a threshold between life and death. 55 It is a transformative space where the body's boundaries are breached and eventually what is interior -in this case the child -is revealed. It is one in which women's biology is conjoined with sin, though one in which, Schwartz has argued, women, particularly in Protestant traditions, were encouraged to read themselves as 'suffering, anointed vessels for God's creative power, as partners with God in the ongoing creation of life.' 56 To write from this space is to write from a gynocentric space, circumscribed by an experience, authority and knowledge that is uniquely female, whose rules are oral, practice-based and to varying extents protected by legislative as well as cultural authority.
To use it partly to situate and partly to authorise the writing of a poem is an intriguing act. Pulter begins with the poetic feminisation of this astral body as a young virgin queen clad in green.
One likely source here is Michael Drayton's Spenserian-influenced Endimion and Phoebe (1595). In that poem, the moon goddess, Phoebe, seeks out Endimion in response to his three years of faithful greene'. 58 The influence is clearest in Drayton's description of the moon goddess:
Throughout her kingdome she might walk at large The image of the moon as a green-clad goddess proposed by Drayton's poem-a colour associated with love-sickness and green-sickness, the "disease of virgins" -is substituted with one that is pregnant with self-contained possibilities. 60 The moon is 'another World' and Pulter's lines produce a reciprocal vision where the moon and the earth both cast light, and for inhabitants in each world, the other is a star. 61 There is a shift here in poetic registers from an implicitly outmoded model featuring 'love sick' plaintive swains to one of adventurous observation. 62 As Hutton points out, the whole depiction of this universe in this poem shows Pulter's knowledge of the Galilean world picture first presented in Siderius Nuncius (1610). 63 The female cosmographer-poet's perception triumphs over the distorted imaginings of male poets; revelations produced by one form of gaze, Galileo's, are used to cancel the vision created by another. 64 This strategy of privileging observation in her thinking and writing may also be demonstrate a particular idea of the poet's powers. Anne
Sheppard observes that in the Neoplatonist model, poets are admired 'not for any ability to create new worlds but rather for an inspired capacity to reveal what was always there for those whose souls can rise to apprehend it', a description which very precisely describes the trajectory of this lyric. 65 It is the idea that the mind is drawn out to recognise what it already knows that, Dominic Scott argues in the same volume, underpins Socrates' description of learning as a process of giving birth in Thaetetus, the same description cited by Maus as crucial to the development of the 'poet-in-childbirth' topos. 66 In this poem, Pulter's imagination stops at the limits of the material: she never represents herself as empowered to apprehend the divine but instead she travels precisely to the limits of existing but cutting-edge knowledge about the physical world, vividly illustrated in her next lines: One -the source of all things 'which is inaccessible to sense-perception but also to the intellectual operation of the mind'. 67 Accessible only by inspiration, the One was easily Christianised as a symbol for God who sees but cannot be seen but nonetheless emanates the light by which the soul sees itself as a shining sphere, a microcosm of the known universe. 68 Copernican cosmology, unsurprisingly perhaps, enjoyed a royalist imprimatur as the royal sun is placed centre-stage. 69 The invocation of the sun though is also a reminder that the speaker is in labour with a son and the centring of the writing body and the body of the poem on a homonym also points us towards another reading of the poem, as a map of the female reproductive body itself based on a model of the universe itself established through correction to popular assumptions about the bodies within it.
In 'The Unfortunate Florinda' an alternative model to the humoral for women's bodies is proposed. The maids' actions are described in a line which mimics but reverses the drawing of Aurora's curtains prevent the dawn from illuminating the room and the body makes its presence known once again through pain: despite the reference in the title to 'lying-in', these seem again to be labour pains, woman singing 'lays' to God fits neatly with contemporary descriptions of the 'good death'. 75 The copyist's emendation of the tense from 'begun' to 'begin' promises this final resolution and return in the cycle, casting a Christian veil over its recurrent combination of sin, pain and poetry thus repudiating the images produced in the poem's 'descent' narrative. 76 The uncertain tense does draw attention to the question of whether or not this poem forms part of that godly poetic. The reading 'begin', (which makes slightly better sense of the line) implies it is not; 'begun', that it is.
By making the lying-in chamber the site of writing, by linking poetic creativity to the pain of a labouring body, a hierarchy of poetics is created by Pulter's literalisation of the link between biological and literary creation, a hierarchy that privileges revelation over creation. The trope of the labouring body is used to establish a continuum between Night, Error, Sin and the speaker through her own immurement in a space of darkness. This forms part of the wider practice in Pulter's work of associating the body with darkness, pain, emotion and memory, and as the site on which restrictions of her movements are inscribed. It is from here that links between poetic creativity and the intellectual flight from a secure interiorised space are also problematised. In its sealed off state the lying-in chamber has a certain affinity, as Maus points out, with the enclosed spaces that are regularly treated in early modern lyric as privileged sites of interiority. 77 It also resembles (and disavows) Spenser's enclosed garden, a medieval topos that symbolised both the enclosed and the fertile female body and served as an 'emblem of the creative mind in the act of poesis, making.' 78 However, these poems typically use enclosed spaces to assert the subject's security against penetration -a secured body equals a secured self -whereas the production of this poem is initially explicitly tied to the permeability of the female body's boundaries and the poetic self is identified with the space outside that body. The closure of the curtains at the conclusion of the poem is a moment where an ecstatically liberated thought -a thought predicated on vision and therefore light -is reinterred in a small, enclosed space that does not constitute a little room of poetic freedom, identity or sanctuary. To write from the lying-chamber is not then the same as writing from the prison-cell or the study nor does the analogy of the 'chamber' with the 'womb' support ideas of writing from the body: the poem narrates a complex relationship of escape from and despairing reintegration with the enclosed writing body.
Nonetheless, a second reading suggests the necessity of that body to a full understanding of original and literary creation. Pulter's rewriting of the poet-in-childbirth trope is also a moment of selfrecognition. The speaker gives birth to herself as mother and poet, to offspring of the body and offspring of the mind. The poem with its own emphasis on unboundedness is brought into being by the experience undergone by the 'unbounded' pregnant body. Elizabeth Grosz describes the experience of pregnancy as "ambiguous and unbounded" ... "we can no longer definitively specify whether it is one subject/body or two that is in question. Pulter's work explicitly challenges the largely male literary practice of tying the writing self to the secured and bounded (virginal) body. It disrupts the ambivalence of the pregnant poetic by creating her own anagogic relationship between writing and giving birth. Her poetic oscillates between using matter to think with -to understand, for example, the Galilean cosmos as a deeply material and sensuous thing analogous to the female body -and an intellectual and imaginative commitment to Christianised Neoplatonism which sees the body as something to transcend. 81 The configurations of bodies -heavenly and human -offered by the early modern habit of thinking about worlds, minds and wombs by correspondence with one another offer Pulter a route in this poem to explore her own culture's positioning of her body and her writing and to construct a counter-perspective from which to survey it. The unusual element in the poem is that it manages simultaneously to endorse the dualist model as a mode which enables an imaginative transcendence of the feminine body and maintain a materialist emphasis that that transcendence is both enabled and limited by the body. The poem itself occupies the space -the threshold -between these two models of being, a state coterminous with the site of writing in the lying-in chamber. Despite its initial division between soul and body, therefore, it refuses a dislocation of voice from the body and any attempt to efface a specifically female speaking voice and vividly manifests the reciprocal agency of the material and the discursive in Pulter's own construction of her body and its works.
81 Schoenfeldt sees a similar phenomenon in Book 2 of The Faerie Queene, where Spenser juxtaposes the "recurrent dualisms of neoplatonic spirituality" with the "aggressively materialist notion of self." (60) He notes that both are in service of exploring the movement from matter to spirit on which Spenser's poetics are based but are not easily reconciled with one another.
